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1. Introduction: The Relationship Between the Work of Art and the 
Audience 
1.1 Theoretical Framework 
In his thinking of culture, French philosopher and sociologist Pierre Bourdieu (1930 – 
2002) discusses the role of the dominant class and education in establishing the cultural 
standards. He claims that cultivated audiences, mostly belonging to the higher class can 
define and access culture, while less educated, and lower classes are not interested in 
culture because they find it inaccessible.1 This raises questions such as; Is Bourdieu’s 
thinking of culture still relevant? Is there a gap between the work of art and the everyday 
audience and why? And finally, can we re-visit Bourdieu within the light of contemporary 
theories of knowledge and learning in order to identify strategies for apprehension of art, 
which could be used to bridge the gap between the work of art and the audience? 
According to Art Newspaper’s analysis of nearly 500 art institutions worldwide 
between 2007 and 2017, the annual attendance of museums rose up to 14%. 2   
However, in his book Art Incorporated, art historian Julian Stallabrass (1960 – present) 
explains that art is still inaccessible to the vast majority of audiences despite the fact that 
since 1990s, the growth of the art market is unprecedented.3 Museums are taking huge 
steps to reorganize themselves, art biennials and fairs are opening across the globe, 
educational institutions have new programs for professionals and technology is available 
to enable audience interaction with art in a number of ways.  All these efforts are still not 
enough to democratize art.4  
Bourdieu’s thinking of culture, specifically the concept of distinction he attributes 
to the dominant class in setting aesthetic standards and defining the characteristics of 
the production of unique and exclusive objects will be the departure point of this thesis.5  
                                                       
1 Bourdieu, Distinction: A Social Critique of the Judgement of Taste, p.170. 
2 The Art Newspaper, No.278, April 2016, http://www.museus.gov.br/wp-
content/uploads/2016/04/Visitor-Figures-2015-LO.pdf (accessed 12 August 2017) 
3 Stallabrass, Art Incorporated: The Story of Contemporary Art, p.141. 
4 Ibidem, pp.27,28. 
5 Ibidem, p.102. 
  
  
 
2 
This kind of thinking was based on Bourdieu’s extensive research throughout the 1980s, 
which was widely accepted.  But, is the concept of distinction introduced by Bourdieu 
still relevant today?   Stallabrass, who is a contemporary thinker on similar concepts will 
be useful to explain what distinction means today in order to test if the discourse 
continues through other scholars. 
Bourdieu explains that the economy of cultural goods has a specific logic. For 
those who are involved in this economy are recognized as the members of the cultural 
nobility. And membership to this exclusive club is tied to the social status in terms of 
class, upbringing and the degree of education. 6  Stallabrass confirms that new 
approaches and studies such as post-cultural theories, neo-liberal policies, feminism, 
post-colonial studies, and most importantly globalization didn’t change Bourdieu’s 
concept of distinction, but changed the factors required for distinction. He explains that 
on one hand the new developments and expansion in the art world are pushing the work 
of art towards commodification and on the other hand academic professionalization of 
art continues to push it towards distinction.7 
Building on this, the purpose of the following section is to identify some of the 
factors to explain why art is not available to some of the audiences and why it is still 
limited to an exclusive group of people that can be called the ‘art world’? Here, the 
intention is to demonstrate some of the factors consistently responsible for the 
exclusivity of the work of art and the art world throughout the historical discourse. This 
section will also explain why it is difficult for everyday audiences to engage with works of 
art. 
The final section of this thesis will concentrate on Bourdieu’s art perception 
strategies, which are part of his thinking of culture. In his explanation of the concept of 
distinction, Bourdieu uses different strategies in perceiving works of art. The intention of 
this section is to incorporate these strategies along with the contemporary theories of 
learning in order to bridge the gap between the work of art and the audience and also to 
respond to the following questions; Is it possible to identify set of strategies or 
accessibility tools to understand art as relevant to one’s personal criteria and taste 
                                                       
6 Bourdieu, Distinction: A Social Critique of the Judgement of Taste, p.1. 
7 Stallabrass, Art Incorporated: The Story of Contemporary Art, p.147. 
  
  
 
3 
without these necessarily being informed or influenced by the choice of the dominant 
class? How can we engage with art freely without being constrained by history, 
background, social, political and financial constraints?   
1.2 Methodology 
The research will be divided into the following three chapters:  
Chapter I will start with a brief overview of the art world, focusing on particular 
actors who do or do not contribute to the bridging of the gap between the work of art and 
the audience by briefly discussing the role of collectors, dealers, critics, curators, and 
museums as governors of the art market.8 This chapter will mainly rely on Bourdieu and 
Stallabrass and explain the relevance of their thinking with regards to the reasons 
behind the gap between the work of art and the audience. Furthermore art’s close 
association with aesthetics and community, and how the links between these two 
concepts have been changing or evolving since Bourdieu’s studies in culture was 
published in the 1960s will be analyzed.  This chapter will also identify conditions 
influencing everyday audiences in order to explain the reasons behind the gap with 
generic examples.  This chapter will finish with a case study of a contemporary work of 
art to test and to prove the relevance of Bourdieu’s thinking with a solid example.  
 Chapter II will address how and why there is a gap between the work of art and 
everyday audiences by responding to the following questions. How does the shift from 
seeing art as an integral part of politics, philosophy, music, literature and the sciences, 
to lifestyle and commerce further contributed to the expanding gap between the work of 
art and the audience? What are the factors that draw art and business closer? This 
chapter will rely on the studies of contemporary art historians, sociologists, and 
economists such as Olov Velthuis (1972 – present), Eilean Hooper-Greenhill (1945 – 
present), Alix Rule (1971 – present), and David Levine (1986 – present) in addition to 
Bourdieu and Stallabrass. The focus will be mainly on the audience’s perceptions 
understanding or misunderstanding art. 9  It is also the intention of this chapter to 
                                                       
8 Stallabrass, Art Incorporated: The Story of Contemporary Art, p.3. 
9 Velthuis, p.24. 
  
  
 
4 
incorporate contemporary research, which supports the thinking on the exclusivity of the 
art world. Finally, the case study will be used to demonstrate these concepts analyzed 
throughout this chapter. 
Sociologist Ann Swindler (1944 – present) explains that “Bourdieu conceives of 
culture not as a set of rules, but as deeply internalized habits, styles, and skills that allow 
human beings to continually produce innovative actions that are nonetheless meaningful 
to others around them.”10 In other words, Bourdieu emphasizes that human beings 
continually create and re-create culture. Using this as a departure point, the final chapter 
will focus on the apprehending, deciphering and perception of works of arts by 
audiences in the final chapter. Does the audience inherently posses the tools that are 
required to decipher works of art? Can we use contemporary theories of knowledge and 
learning within the framework of Bourdieu in order to bridge the gap between the work of 
art and the audience?11 These are some of the questions that will be addressed to 
conclude this thesis.  
1.3 Introduction to a Case Study 
Tracy Emin’s (1963 – present) “My Bed” will be used as a case study in order to provide 
a supportive framework and test theory in practice. 
In 1999, “My Bed”, a 1998 work by the British artist Tracy Emin was exhibited at 
Tate Britain in London and shortlisted for the prestigious Turner Price, one of the best-
known visual art prizes established in 1984 to support Tate Gallery. “My Bed” is an 
installation type of contemporary work of art.  Here we see a bedroom scene in which a 
two-persons bed with two pillows is placed against a blue piece of carpet.  There is a 
wooden block, which is used as a bedside table on one of the sides.  There are also two 
old suitcases next to the bed.  The suitcases are not stowed away but placed in a way 
that suggests a recent arrival or upcoming departure. The bed is covered with white or 
off-white flat sheets, and pillowcases. The bed is unmade and there seems to be a white 
colored blanket and duvet cover, rolled on one side, very untidily, with a pair of used 
                                                       
10 Swindler, p.29. 
11 Bourdieu, The Field of Cultural Production, p.215. 
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ladies’ panties on them.  Next to the bed on the floor, there are many used and 
randomly thrown away items, most visible ones are: newspapers, slippers, conception 
and pain-killer tablets, cigarette butts and empty cigarette boxes, an empty vodka bottle, 
stuffed animal toy, a used and blood stained condom, dirty underwear and other random 
items all scattered around creating an untidy, filthy and disturbed scene.  
 “My Bed”, is a legitimate piece of contemporary art because it was approved and 
vetted by the art establishment, but it fails to engage everyday audiences. It was 
available to a limited amount of people both in terms of physical access, ownership and 
meaning, excluding a wide range of audiences. It was briefly exhibited in a public 
museum, then even for a shorter period in a private museum and then installed in the 
private property of its owner. The astronomical prices “My Bed” realized first in the 
primary art market and then in the secondary art continue to confuse not only the 
audience, but also the members of the art world. For the wider public, the artist Emin 
has become a brand out which “My Bed” was (still is) a tabloid image and not a work of 
art. These are some of the relevant reasons why it could be useful to apply theory into 
practice by using “My Bed” to provide a supportive framework to respond to the following 
questions. Is Bourdieu’s thinking still relevant?   Does the art world exist in its 
exclusivity? And can the gap between the work of art and the audience be bridged?  
1.4 Notes 
At this point, I would like to clarify some of the terms and concepts I used so far.  The 
above-proposed layout, which moves from the work of art to audiences using Bourdieu’s 
studies in culture, will outline a theoretical background for my research. Bourdieu is one 
of the most important cultural theorists in the world.12  He has published many articles 
and number of books about his extensive studies of culture. Distinction, The Field of 
Cultural Production, The Rules of Art, and The Love of Art are the two main books, 
written or co-written by Bourdieu over a time span of forty years that will be used as a 
point of departure in this thesis. Bourdieu is well known with his theories about class 
distinction, power dynamics, practice and cultural production. For simplicity, these 
                                                       
12 Lizardo, pp.1-2. 
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theories will be united under the term Bourdieu’s ‘thinking of culture’. Some of the 
dynamics in the art world that influence the relationship between works of art and 
audience are art dealerships, museums, other institutions, art fairs, collectors, dealers, 
agents and critics.  However, it will not be possible to cover all of these in this thesis so 
the focus will be on the relationship between the (contemporary) work of art and 
(everyday) audiences.   
 ‘Distinction’ refers to the tastes and preferences of those with high volume of 
cultural capital such as social class, education, and financial power. ‘Dominant class’ is 
composed those with the ability to understand and use the cultural capital. ‘Cultural 
nobility’ are the members of the dominant class. By ‘the audience’, I mean the everyday 
public or the people who are outsiders of the art. The audience can be categorized as a 
group of people who are not directly engaged with art in any capacity such as artist, 
dealer, curator, art critic, gallery, collector, museums, academics, art publications, art 
auction houses and other cultural and commercial art institutions, in other words the art 
world. By ‘culture’ I generally mean the evolved human capacity to act creatively and 
represent experiences with symbols and objects. I also would like to emphasize that my 
arguments will mostly be based on western art history and its discourse, which roughly 
means the art in the United States and Western Europe.  It is also important to explain 
that this thesis will focus on art from the eighteenth century onwards, when the concept 
of ‘art’ started appearing in dictionaries as a terminology and eventually led to the 
development of the art historical discourse.  The intention is not to provide a historical 
overview but to use an historical development that marks as departure point to explain 
my arguments. Finally, it is important to establish that by modern art, I am referring to 
the period from 1900s through 1960s and by contemporary art; I am referring to the 
period from 1960s until present.  
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2. Chapter I: Barriers Between the Work of Art and the Audience 
within the Framework of Bourdieu 
Artists place their creations in the market place in order to be recognized. Critics, 
museums, galleries, collectors and auction houses are the gatekeepers of this market 
place on local, regional, and international levels within the capitalist system. Based on a 
work’s uniqueness, it is valued in the market and even though it is somewhat 
autonomous, it evolves in its own micro-economy governed by the actions of the 
gatekeepers of this economy. 13   Hierarchies of wealth and power determine the 
dominant aesthetics of the time as a critical reflection on art and culture, which is based 
on a set of principles underlying the works of a particular art movement. 
Bourdieu has an extensive analysis outlining this exclusive economy, which has 
traditionally functioned under its own set of rules and instruments established by the 
hierarchies of wealth and power. In his book ‘The Rules of Art’, Bourdieu explains the 
conditions for the emergence of autonomous art; art, which is free of the demands of 
religion, private patrons, and the state, but at the same time which cannot be left to its 
own concerns. This somewhat-autonomy, regulated by a set of rules that is established 
by the gatekeepers of this economy of the hierarchies of wealth and power, creates 
extra entry barriers for those who would like to simply take part in this economy.  
This chapter will analyze four interdependent conditions, sociological, 
psychological, economical and physical, that have a significant influence in forming 
barriers between works of art and audiences.  A single condition can never be a 
complete explanation of these barriers as transactions in art is highly interdependent on 
many conditions and outside influences. However, when it comes to the aesthetic value 
and evaluation, Bourdieu’s claim about the role of the dominant class, determined by 
social status and educational background, is still relevant in the formation of barriers and 
prevent those audiences without the necessary social or educational background to 
engage with the cultural production.14  
                                                       
13 Stallabrass, Art Incorporated: The Story of Contemporary Art, p.3. 
14 Bourdieu, Distinction: A Social Critique of the Judgement of Taste, p.170. 
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Following Bourdieu’s framework, these barriers could be grouped under four 
conditions. Sociological conditions are those related with the social status of a person 
based on social class, i.e. social standing among the other members of the society, and 
education. He explains that educational capital and social origins are the two basic 
factors that are linked to cultural practices.15 Bourdieu’s thinking also ties in with the 
psychologically informed views on class existence. Psychological factors are those 
related with coming to terms with the different dimensions of social class.16 One of the 
derivatives of cultural capital is economic capital, which is essential to equip oneself with 
cultural capital.17 And finally physical conditions represent the organizational template 
for the structure of the social world. 
2.1 Sociological Conditions 
According to Bourdieu’s study of culture, the aesthetic value of judgment about art 
reflects social status rather than simply being a response to the quality of works.18  This 
is somewhat true within the context of western art historical discourse.  Bourdieu 
explains that social origin and education are prerequisites for those who want to engage 
in cultural practices.19  He emphasizes that it is also inevitable to suggest that the 
majority of the population will one way or another be excluded from the production and 
consumption of cultural products simply because they might not have the necessary 
social status or education.  
 Bourdieu supports his thinking in culture with statistical research.20 His data often 
belongs to a survey conducted within a controlled population in greater Paris region in 
France.  A detailed analysis of this data might not be representative of elsewhere in the 
world, but the trends on a generic level is still relevant. For example, in one of his 
surveys regarding the movie going habits of the population, he concludes that people 
with higher education or holding executive positions tend to go to the movies more than 
                                                       
15 Bourdieu, Distinction: A Social Critique of the Judgement of Taste, p.13. 
16 Ibidem, pp.169-175. 
17 Ibidem, p.115. 
18 Ibidem p.170. 
19 Ibidem, p.1. 
20 Ibidem, p.1. 
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the people with lower education or holding lower level jobs.21 The problem with this 
survey is that it did not include factors such as availability of financial resources, time 
and accessibility when you compare to executives versus laborers or urban versus rural 
population, but it provides evidence that the dominant classes not only own the 
production and distribution of culture, but also have easier access to it. 
Through the history of the development of culture, the wealthy and the powerful 
were always in control of setting cultural standards.  This ability was acquired either 
through class or education and has an exclusive tendency for those who did not 
possess them. In this way, the choices of the dominant class are accepted as the norm 
of aesthetics and formal qualifications are required by the audience to understand it.  
Academic qualification guarantees the possession of a general culture and further 
confirms the status of the cultural elite.22 Uneducated and uncultivated audiences are 
less likely able to understand and interpret works of art, and they will less likely be 
interested in committing their time, energy and resources in cultural activities.   
Members of the cultural elite legitimize certain works of art as worthy of 
admiration.  Once the work of art is legitimized, it starts defining the aesthetic disposition 
as the socially accepted way of approaching works of art. For example, as soon as a 
work of art is claimed to be a Rembrandt (1606 – 1669), it immediately becomes worthy 
of admiration and therefore both implicitly and explicitly requires the audience to accept 
it as a masterpiece regardless of any personal opinion of its worth. The qualities of a 
Rembrandt painting become a reference for socially acceptable aesthetic judgment. This 
process of social legitimization further claims that the higher the level of education, the 
greater is the proportion of respondents who are most likely to challenge status quo and 
also more likely to refuse popular objects as high quality works of art.   
The dominant class tends to opt for more abstract works of art or find deeper 
meanings and aesthetic references in ordinary objects or figurative works of art in order 
to create further distinction to differentiate themselves from the public.   Alternatively, 
less educated people lacking the specific competence usually identify themselves with 
more ordinary objects; they simply express conventional emotion but no specific 
                                                       
21 Bourdieu, Distinction: A Social Critique of the Judgement of Taste, p.26. 
22 Ibidem, p.25. 
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aesthetic judgment. 23  This sociological cycle is still relevant today therefore; the 
aesthetic standards set by the dominant class continue to create a sociological barrier 
that contribute to the expanding gap between works of art and audiences. Stallabrass 
argues that the concept of distinction still exists however, the conditions with which to 
attain the distinction has changed since the 1990s.24  
2.2 Psychological Conditions 
There are a great many psychological conditions and myriad personal variations when 
we discuss human psychology and art.  This thesis will focus on two main aspects that 
are the most relevant in this case.  The first aspect is related to the art world and its 
institutions, the art museum in particular due to its leading role in shaping the art world. 
And secondly, the work of art, which is the subject matter of this research, but also the 
subject matter of the art museum. 
The word ‘museum’ derives from the Greek ‘mouseion’, meaning a place or home 
of the Muses.  According to the Greek mythology, the nine Muses, who were the 
residents of the museum, were the daughters of the goddess of memory, Mnemosyne, 
and the god of power, Zeus. Based on this mythology, the art museums manifested as 
temples of remembered power.  This had many implications on the development of 
museums as an institution including their architectural splendor and magnificence to 
help transcend the idea of a ‘temple’ dedicated to the care and display of objects of 
cultural interest.25  
The impact the institution has both through its architecture and also through its 
organization explains the architectural and institutional development of the modern 
museum in the west from the early modern period through to the end of the cold war era 
(1990s).  This period saw the establishment of categories and disciplines, as well as 
establishment of different kinds of museums for different purposes, while the 
architectural and institutional characteristics is still connected to the temple splendor. 
Museums today are public institutions and their primary role is to provide audiences free 
                                                       
23 Bourdieu, Distinction: A Social Critique of the Judgement of Taste, pp.34-50. 
24 Stallabrass, Art Incorporated: The Story of Contemporary Art, pp.90, 130-131. 
25 Meyer, pp.11-19. 
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access to knowledge and new perspectives. Unfortunately, these identical 
characteristics such as specialized knowledge, grand architecture, aesthetic disposition, 
and sense of authority set the museum apart as a temple of knowledge, but also operate 
as a barrier for audiences who feel a sense of inferiority.  
“A temple or palace of thought – another universe” an elevated structure with a 
grand staircase, a spectacular gate of entrance, the guards, the curator, and, etc. are 
some architectural and institutional characteristics that define modern museums. 26 The 
system is designed either by the educated professionals or by the people of great 
wealth, based on their understanding of ‘educating the masses’, and aimed at culturally 
elevating ‘the masses’ without taking into consideration what the public want from this 
institution.27 The notion of habitus in Bourdieu’s thinking recognizes that the expression 
of all of these concepts has an origin in the presuppositions of the creators of these 
structures and institutions. And these presuppositions can be traced back to a particular 
centralized education system.28 
The real problem is that the audience needs to get past all of these psychological 
barriers in order to be able to have an encounter with the work of art. If they manage to 
pass all of these then the potential lack of tools to process works of art unconsciously 
lead them to prefer things that they are familiar with, because familiarity leads to 
comfort.29  Once we have an idea of what something should be, we want other similar 
things to share the same qualities.  Most audiences educated through the conventional 
school system as well as those who didn’t have a formal education were taught about 
art and art history whether through the art class or the museum visit. They were 
programmed to look at and learn certain art that has meticulous and well-planned 
details, that portrays real emotion, artistic skill, and hard work.  Because of this reason, 
most of them feel comfortable in front of Rembrandt’s “Night Watch”, but easily dismiss 
Anish Kapoor’s (1954 – present) “Internal Objects with Three Parts”. 
 
                                                       
26 Hazlitt, p. 14. 
27 Meyer, p.25. 
28 Bourdieu, Distinction: A Social Critique of the Judgement of Taste, pp. 169, 176-220, 320. 
29 Ibidem, pp.40-45. 
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Figure 2. “Internal Object in Three Parts” 
2.3 Economic Conditions 
The emergence of art markets started during the seventeenth century throughout the 
merchant towns of the Low Counties and the various city-states of Italy. Throughout 
their history, art markets are traditionally tied to cosmopolitan commercial cities. Artists, 
art dealers, collectors, museums, and agents of art in any form appeared at places of 
commerce.30  Even though the end of cold war brought significant changes to art 
markets, due to globalization and other economic, social, and technological 
developments, the cosmopolitan character of the art market is still tied to places where 
wealth is accumulated.31 Capitalist markets exist around the idea of commodification 
and consumption where a monetary metric is assigned to every activity. 32  In this 
historical process, the globally accepted laws of supply and demand drive all markets 
                                                       
30 Hickey 
31 Bydler, p.14. 
32 Velthuis, p.24. 
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including the art markets, setting hierarchies of wealth and power while creating barriers 
between the works of art and the audiences.33 
Collectors are willing to pay for a work of art for different reasons: its aesthetic 
qualities, the status the owner derives status from its possession, or because it is a 
sound economic investment. The difference in return between investing in work of art or 
in other financial assets becomes a measure of the aesthetic utility that paintings yield 
on top of their monetary returns. 34 But what does this money value really mean for 
ordinary audiences? The logic behind the monetary value of art is incomprehensible and 
as a reaction, audiences outside of the art world prefer to stay away from engaging with 
the work. Unaffordability and unjustifiability of certain art in return creates more barriers 
between for the audience to engage with the work of art in another capacity. 
Even though the current state of the art market for works of art presents an entry 
barrier to most of the audiences, the influx of collectors buying art for hedonistic or 
financial purposes turns it into another spectacle of popular culture, attracting the 
attention of the audience for different reasons.35  According to Bourdieu, economic 
capital is immediately convertible into money and maybe institutionalized in the form of 
cultural capital.36 He acknowledges that the economic capital is the basis of inequality. 
Stallabrass explains that the cultural capital objectified in material objects such as 
paintings is only transmissible in its materiality and therefore reconfirms that the use of 
exploitation of cultural capital by the holders of economic capital presents problems for 
the outsiders of the art world. 
Until the cold war period, museums were the sole institutional framework to 
define what art was.  Their development from a private space to a public space did not 
enable greater access to art, but in fact further cemented their role as an authority to 
choose, define and present art to the audiences.  The post cold war period called for a 
de-contextualization of museums in order to create new audiences and encourage 
audiences to engage freely and democratically with works of art. However, in their book 
                                                       
33 Stallabrass, Art Incorporated: The Story of Contemporary Art, p.169. 
34 Ibidem, p. 43. 
35 Velthuis, p.76. 
36 Bourdieu, Distinction: A Social Critique of the Judgement of Taste, pp.246-250. 
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The Love of Art, Bourdieu and Darbel emphasize that the free entry is an optional entry 
and only the cultivated audiences usually exercise this option.37  
De-contextualization of art institutions and art markets in order to create new 
markets resulted with the loss of context. Biennials and international art fairs instead of 
encouraging social inclusion and providing new perspectives, moved art works from 
original context of space, history, and community.  They only serve the taste and the 
budget of a few collectors who are part of the exclusive art world today.38 The economic 
capital often fails to convert into cultural capital and results in the commodification of art 
with a price system that is driven by the market economy.  Therefore, economic 
conditions are relevant and directly related with the expansion of the gap between the 
work of art and the audience. 
2.4 Physical Conditions 
Recently most museums, galleries and artist studios created extensive web sites 
through which high-resolution images of works of art were made available to the 
audience in line with the developments of on-demand models in art and culture. 
According to the Internet World Stats: 49% of the world’s population is actively using 
Internet as of 25 March 2017.  Even though most of these users are from Europe and 
North America while the rest of the world is catching up quickly, the statistic indicates 
that the Internet is produced and consumed by the dominant class and the information it 
contains is not homogenous.39 There are two fundamental issues with this statistic, first 
and foremost at 51%, it still excludes more than half of the world’s population and 
secondly, some works of art are difficult to capture and re-present accurately as virtual, 
two dimensional images. 40 
Many cultural activities such as music or cinema are available on demand.  We 
can download music or movies and watch them within the comfort of our homes, without 
having to confront ourselves to the sociological, economical and psychological barriers 
                                                       
37 Prior, p. 127. 
38 Belting, Contemporary Art as Global Art: A Critical Estimate, pp.10,11. 
39 Miniwatts Marketing Group, www.internetworldstats.com, (accessed 25 April 2017) 
40 Crossland and Smith, pp.417,418. 
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discussed previously.  On the contrary theatre, opera, cinema, or concerts maintain non-
optimal prices based on the limited availability of their supply. According to the Nielsen 
Music 360 US, in 2015, 52% of all music spending went to live concerts.41 However, the 
same study reveals that the cultural elite, who has an above-average higher social or 
educational status, represents the majority of this 52%. Whether on-demand or live 
model, the contribution of the lay audience to these statistics is insignificant.   
According to the Art of Seeing Art project conducted by the Toledo Museum of 
Art, while it is useful to provide detailed information, such as the capability to scan and 
screen intricate details such as brush strokes, color pigments which could be useful in 
identification of techniques, authenticity, etc., they are limited in terms of facilitating 
audiences’ ability to merge forms, symbols, ideas and meaning for interpretation 
purposes.42 The experience of looking at works of fine art in real life is very different to 
looking to photographic reproductions in digital or print forms, making it less desirable to 
enjoy on-demand. Especially arts such as sculpture, installation, conceptual and visual 
art require more than the two dimensionality of traditional fine art.  The mental process 
of perception of multi-dimensional art requires the ability to see the elements of art, and 
its principles of design to understand and interpret it.43 
Most museums and art galleries admit anyone either for free or for a small price 
without any constraints such as extended working hours or flexible dress code; they still 
fail to attract less cultivated audiences.44 Recent statistics show that museums that went 
through expansion and renovation attracted significantly more visitors than in their past 
and compared to the museums that did not.45 However, the museum’s initiatives to 
engage with audiences have been successful only within the already museum-going, 
art-loving community.46 A quick scan into the reports of the museums, which took part 
into the 2015 survey about the visitor figures, does not reveal any statistics or 
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information supporting the engagement of greater audiences, especially those belonging 
to less educated, and lower income population segments.  
Audiences who are outsiders to the art world are still challenged by the physical 
barriers whether it is the unavailability of the on demand model or the potential 
confrontation with a museum official because of the authoritative position attained by the 
museum as an institution. Due to the fact that museums as institutions are still seen as 
an authority to dictate certain aesthetic values and are oriented towards the 
accumulation of universal knowledge present a challenge for audiences without the 
need, desire or the tools to engage with what the museum has to say. 
2.5 Case Study: Tracy Emin’s “My Bed”  
Earlier this chapter discussed four main interrelated conditions - sociological, 
psychological, economical and physical - to confirm if Bourdieu’s thinking is still relevant. 
This case study will initially discuss the background of Emin as a British artist in order to 
trace her background and personality and link it to her work of art. Then, it will focus on 
Emin’s work “My Bed”, identify how each one of these conditions are relevant to “My 
Bed”, and explain why this work of art is disconnected from audiences.    
Emin earned a MA degree in painting from the Royal Collage of Art in London, 
which validates her position as a qualified artist in the United Kingdom and rest of the 
world. During the 1990s, she belonged to the group of up-and-coming British artists 
called the Young British Artists (YBA) alongside Damien Hirst (1965 – present), under 
the patronage of wealthy and powerful art collector Charles Saatchi (1943 – present).  
They were known for shock tactics, use of throwaway materials, wild living and life style, 
and an oppositional, but also entrepreneurial attitude.47 It could be said that her career 
started as a rebellion against the art establishment. She quickly became famous for her 
self-exhibitionist lifestyle appealing to popular culture, especially to audiences outside of 
the art world.  However, most people recognized her from the tabloid press. It was the 
“provocative candour, boozy antics and publicity-craving stunts” as the art critic Alistair 
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Sooke (1981 – present) described that made her a local celebrity in Britain.48 Charles 
Saatchi, a prominent advertising tycoon and a successful businessman, probably 
noticed this quality. Then came the most important moment of her career as an artist, 
one of her works, “My Bed”, having been exhibited at Tate Britain, was nominated for 
the prestigious Turner Price in 1999. It has since stirred questions about what art is, 
where it is, and who will buy it, along the process alienating the very same people who 
were happy to elevate her persona (not her art) into a British celebrity.  
“My Bed” was vetted as a legitimate work of art by the British art establishment. It 
was no longer simply a filthy bed of a celebrity-craving artist and associated with the 
human processes that put it in that state.  Suddenly, it was a work of art that 
represented a formal innovation in modern art to demand the aesthetic disposition 
detached from characters, plot, and content.  It was about all sorts of social issues such 
as feminism, lack of female artists in western canon, safe sex, independence, etc. but 
never a dirty bed. As Bourdieu argued in his book Distinction, the higher the level of the 
education or the social status, the greater is the proportion of respondents admiring “My 
Bed” for its deeper artistic message.49 A message that is less likely to be understood by 
those who do not possess the tools to interpret it. 
Bourdieu explains the sociological barrier as “nothing more rigorously 
distinguishes different classes than the disposition objectively demanded by the 
legitimate consumption of legitimate works, the aptitude for taking specifically aesthetic 
point of view on objects already constituted aesthetically and therefore put forward for 
the admiration of those who have learned to recognize the signs of the admirable or to 
apply the principles of “pure aesthetic” in the most everyday choices of everyday life”.50 
In other words, less educated lower classes are most likely to accept any kind of formal 
experimentation in culture as aesthetic.  
As soon as “My Bed” was displayed in Tate Britain as an object, it immediately 
triggered psychological barriers for most of the audience. It was no longer about the 
tabloids or about the entertaining detail of the life of an attention-seeking artist anymore, 
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it was now about an everyday object which was supposed to be appreciated as work of 
art because of the art world decided so. “My Bed” was transformed into a subject matter 
closed off for a lot of people. Its transparent reflection of a very intimate aspect of a 
private life leading to the questions of privacy for the audience who have the tools to 
engage with it and probably decoration object for the rest, who rejected it altogether as a 
work of art.  Recognition of “My Bed” by the Tate Britain as an important work of art 
created a barrier between the work and the ordinary audience who recognized “My Bed” 
for its tabloid quality.  It was not possible for the ordinary audience to understand why a 
filthy bed, which was not a creation of the artists (other than she slept in it), suddenly 
was placed in a temple of art and admired by the art world.  
Shortly afterwards, it was bought by Charles Saatchi for GB£150,000. It was 
installed in his new Saatchi Gallery in an upscale neighborhood of London, until a 
special room was created to hold “My Bed” in his private home away from the public 
gaze.51 Both the Tate Britain and the Saatchi Gallery are open to public without any 
admittance fees. However, both of them are located in expensive, upscale 
neighborhoods of London easily dismissed based on exclusivity by millions of people 
living in the very same city. Surrounded by designer boutiques and the most expensive 
properties of the world, the location of the work automatically attaches a psychological 
price tag that supersedes the artistic message of “My Bed” that was already lost for the 
ordinary audience.   
The social and cultural contexts directly affect the psychology of the audience 
especially in dealing with contemporary art.  Compared to traditional art forms, 
contemporary art requires integration of visual experience with relational knowledge to 
enable a better chance of understanding a work of art.52 Even though “My Bed” is about 
a woman who is going through a complicated experience and it is not about wild sex, 
alcohol abuse, or rape, audiences tend to focus only on these tabloid aspects because 
of the media attention, critics, personality of the artist, and the qualitative and 
quantitative value attributed to “My Bed” by the art world.  In 1999, Saatchi paid 
GB£150,000 for “My Bed” and fifteen years later in 2014, he was able to sell it for a little 
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over GB£2,500,000. These figures are already beyond imagination for 99,9% of the 
world’s population. The percent growth rate of “My Bed” in a time span of 15 years is 
104% per annum compared to the 31% per annum growth rate of real house prices in 
the United Kingdom for the same time period.53 The incredible commercial success “My 
Bed” realized further confuses the audience and as result, the boundaries between the 
work of art and the audience became deeper.  
Globalization caused the art world to refashion itself by reinventing its operations 
under intensifying pressure from its old rival and partner, mass culture (cinema, 
photography, and radio).54 When it comes to fine contemporary art, there are multiple 
ways of dealing with this situation: traveling exhibitions, art trade shows and biennials, 
and high-resolution images available on-demand.  As an artist, Emin is very well 
represented in solo exhibitions and biennials, but these events are exclusive and mostly 
limited to wider audiences.  The sociological, psychological, and economical barriers 
create a physical barrier for a lot of people to participate in these events.   
It is actually very easy to find images and information about “My Bed”. A simple 
online search will find many images of “My Bed”. But this is a conceptual, contemporary 
work of art installation, which is a deeply personal experience and created to provide an 
emotional experience.  For those who have the tools to have a dialogue with “My Bed”, it 
could signify complex contemporary ideas of feminism, openness, life, death, being sick, 
security, and etc. However, for many other without any tools to engage with “My Bed”, 
the image of the work does not relay any of these ideas and emotions, but it is an image 
of a dirty and untidy bed at best. Further online search of “My Bed” further confuses the 
relationship between the popular culture, consumerism, tabloids, and the celebrity life-
style of Emin.  Emin’s popularity and sustainability of her art depends on this confusion 
despite the fact that Emin is an acclaimed artist legitimized by the academy.  
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3. Chapter II: Art World Relish in its Own Exclusivity  
The pervious chapter discussed if Bourdieu’s thinking in culture is still relevant within the 
light of the contemporary thinking and developments in the area of art and culture. 
Sociological, psychological, and economic and physical conditions were identified as 
major interrelated conditions contributing to the disconnectedness between the work of 
art and the audience. This chapter will build on some of these conditions and will ask 
‘how’ and ‘why’ these interrelated conditions created the gap between the work of art 
and the audience by establishing links between Bourdieu’s thinking in culture. This 
chapter will conclude with  “My Bed” as a case to provide a supportive framework.  
The main purpose of this chapter is to identify major factors to explain why art is 
mainly available to an exclusive group of people and limited to those audiences outside 
of the art world.  The intention is to tie these factors to the expanding gap between the 
work of art and the audience. Some of these factors are the following; the relationship 
between the shifting meaning of art and the institutionalization of art, the qualitative 
versus the quantitative logic of art, and the relationship between specific art writing and 
the relevant audiences.  
3.1 Institutionalization of Art 
Larry Shiner (1934 – present) explains the etymology of the concept of art in his book 
The Invention of Art: A Cultural History.  The English word “art” is derived from the Latin 
“ars” and Greek “techne”, which meant any human skill. The modern emphasis on 
imagination, originality, and autonomy did not exist in the classical view of art. And up 
until the eighteenth century the concept of arts and crafts were interchangeably and 
often used synonymously used within a single category.55 Likewise, the words artist and 
artisan were used interchangeably and were attached to a different conception of what it 
meant to be an artist. “For over two thousand years Western culture had no word or 
concept of fine art” until the eighteenth century when the concept of art started 
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developing in sub categories like fine arts as distinct from crafts. 56 Arts and even 
sciences were not mentioned or classified.  Liberal art disciplines were classified under 
trivium, quadrium, and mechanical arts and the term artist/artistan could be applied to 
most disciplines. The Renaissance period (roughly between 1350 and 1600) saw the 
beginnings of more disciplines and classifications of liberal arts.57  This period witnessed 
the transition from the old art and craft system towards a fine art system as a separate 
discipline initially grouped under ‘studia humanitatis’ and separated from mechanical 
arts (craftsmanship). 
In the eighteenth century, there were two famous encyclopedias in which a table 
of knowledge provided a clear separation of the concept of art into a new category of 
fine arts against crafts. Ephraim Chambers (1680-1740), published his Cyclopaedia also 
known as Universal Dictionary of Arts and Sciences in London during the year 1728, a 
text in which he mapped up all of human achievement.58 His table provides the first 
known split between arts and crafts into two separate groupings for what could be 
considered art; architecture, sculpture and manufacturing were grouped under 
mechanical arts, while painting and perspective were grouped under optics (see Fig. 3. 
Cyclopedia).   
Nearly twenty years later in Paris, Denis Diderot (1713-1784), and Jean le Rond 
d’Alembert (1717-1783), co-edited Encyclopédie, a systematic dictionary of the 
sciences, arts and crafts, representing the thoughts of the Enlightenment and aimed at 
incorporating all of the world’s knowledge.59 According to their table of knowledge (see 
Fig.4. Encylopédie), it is the first time in history that there is a new grouping of art that 
has music, painting, sculpture, architecture and engraving. Also interesting is that all arts 
are now grouped under the realm of imagination, which represents as a separate realm 
of human achievement alongside memory and reason. 
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Figure 3. Cyclopaedia 
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Figure 4. Encyclopédie 
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Once art was lifted into a category under the realm of imagination, it became a 
discipline. Just like all the other disciplines, institutionalization of art began from 1800s 
onwards. From then onwards the institution started growing to include different 
gatekeepers such as the artist, the art dealer, the museum, and the academy.  These 
gatekeepers have direct and exclusive access to the institution and they assumed the 
role of an intermediary between the institution and the outsiders. Just like in other 
institutions, they create their own ways of thinking, behavior, rules as well as a 
language.  
During the periods between 1800s and 2000s art has become more and more 
institutionalized, initially driven by the royalty in Europe as a form of etiquette followed by 
the nation states, through the establishment of academies, public museums and 
biennials.  The sociological view that sees culture as a means for marking and 
reproducing social distinction by engaging emerging cultures and subcultures, countries, 
and regions didn’t succeed in democratization of art. On the contrary, even though 
mostly public, these institutions functioned as sources of social identification and 
differentiation as stated by Prior in his article positing Bourdieu’s thinking of culture.60  
3.2 Qualitative versus Quantitative Logic of Art 
Once art became autonomous (i.e. free from church), academic painters started 
showing images that reflected conservative values, virtuous behavior, righteous conduct 
and noble sacrifice that all good citizens should ideally aspire to.61 As a reaction to this, 
a new trend called ‘avant-garde’ art, which rejected this tradition was born. Artists 
started seeking freedom not just from the art establishment, which is the art world, but 
also from the expectations of the public.  A new slogan - ‘art for art’s sake’ - was 
developed to emphasize the philosophy that art was intrinsically valuable.62  This kind of 
art represented a break from the audience, as it did not need justification for being 
made.  
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The strategy of art for art’s sake works when we only talk about the intrinsic value 
of art, which is about how art can illuminate and enrich our inner and emotional world.  
However, art markets have existed for a long time and they are heavily influenced in 
assigning a quantitative value on works of art by the art dealers and by the participation 
and engagement of audiences. Furthermore, the aesthetic perception of a work of art 
that is also socially constituted and acquired is heavily influenced by whoever owns the 
work, art dealers, and a number of wealthy collectors.63 This kind of market is detached 
from everyday audiences and operates in its own domain. 
In his dissertation, Velthuis conducts a detailed analysis of the art markets from a 
commercial point of view.  It is an important research because it tries to explain the logic 
behind art prices against the other developments that were taking place in the world. He 
observes that, “from 1980s onward an increasingly corporate approach was seen in the 
artist-gallery relationship, which was a change from the nurturing, informal days when 
galleries helped artists and expected loyalty in return.  These days artists are like 
baseball stars, challenging galleries and always looking for a better deal.”64 Velthuis’ 
research supports the diminishing character of the intrinsic value of art, which is being 
replaced by the commodity character of art as a result of neoliberal policies. 
 Throughout the 1990s, commodification of art resulted in opening of biennials 
and other art events as well as the opening of new museums and contemporary art 
galleries. Especially, the museum as an institution has gone through changes, modeling 
it after commercial corporations driven by financial performance. Museum’s primary aim 
is to attract audiences so that they can engage and interact with art and culture. 
Unfortunately, the commercial capitalist culture treats art much like fashion, so the 
intrinsic value of art has been replaced by its newness.65 The value of art in terms of 
quality was replaced by its value in monetary terms.66 
Developments in early 1900s in the US and in Germany lead to the creation of 
the concept of white cube, which was finally cemented as a strategy for display by 
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MoMA’s first director Alfred Barr (1902 – 1981).  However, it was artist and critic Brian 
O’Doherty (1928 - present) who defined this display strategy as a white cube for the first 
time in the 1970s.  The white cube gallery refers to the minimalistic spaces with empty 
white walls designed to provide a viewing experience for the audience that is without 
any intervention from the objects or curators. Although they do not provide any 
references for the ordinary audience for a more informed and meaningful experience, 
they attempted to provide an unintimidating viewing experience in a generic space. 
O’Doherty criticizes these spaces as “The white cube gallery is directed at making works 
of art look expensive, difficult and exclusive: here we have a social, financial, and 
intellectually snobbery which models our system of limited production, our modes of 
assigning value, our social habits at large. Never was a space designed to 
accommodate the prejudices and enhance the self-image of the upper middle classes, 
so efficiently codified.”67 
Artists and dealers have different priorities in terms of assigning a financial value 
to a work of art. Traditionally, art dealers have invested in their artists, and have in return 
controlled the careers of the artists as the patron of art.68  In this way, they captured the 
control of the price of art from the artist, which perpetuated the commodity character of 
works of art.69 Art dealers worked on the popularity of the artists within and outside the 
art world, such as the museum and the media. In this system, artistic value correlates 
with monetary value, based on the recognition of the artist by the institutions, but also by 
the media, which doesn’t necessarily judge their work, based on artistic quality. 
Therefore the prices don’t have a common quality by which to make a comparison.70  
Globalization and deregulation led to the emergence of new audiences in 
different parts of the world, with new economic, cultural and political powers introducing 
new visions and possibilities.  Biennials and art fairs have started replacing the gallery 
system with a commercial model that sought to make a profit from selling works of art, 
treating them as commodities.71 The commodification of art overshadowed the intrinsic, 
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artistic, and emotional value of work of art and replaced it with public attention accorded 
only by the mass media based on commercial cosmopolitan values.72  
All of these developments continued to serve the exclusivity of the dominant 
class. The requirements of belonging to a class or possessing a certain degree of 
education and knowledge are still emphasized and further strengthened by requirement 
of political and financial power.  However, it also contributed to the formation of a new 
group, which is exclusive based on their buying power. The newly acquired wealth will 
provide them with a membership to the dominant class without having the need to 
convert the economic capital into a cultural capital for as long as they are willing to pay 
for it.73  The system has long been exclusive of audiences as it has been based on a 
belief in the superiority and autonomy of the arts transcending class and other divisions 
of society. Not only Bourdieu thinking in culture is sustained, new layers such as 
financial wealth have been added to expand the gap between the work of art and the 
audience. 
3.3 Art Writing 
A recent 2001 study about the discovery of a special language, which sociologist 
Alix Rule and artist David Levine call ‘International Art English (IAE)’ confirms the 
existence of a specific art language. Through an extensive analysis of thousands of 
exhibition announcements since 1990s, Rule and Levine discovered IAE, which has its 
own specific set of rules, eventually designates and inside and outside group and in the 
process make sure that even a simple, straightforward work of art becomes confusing 
for the audience.74 Their analysis was published in Triple Canopy, a popular online art 
publication.  They explain that art writing is “everything to do with English, but not 
English”75 proving that it is instead a unique language, which they call IAE, with its own 
vocabulary, syntax, genealogy, and authority.  
                                                       
72 Karlholm, pp.188-193. 
73 Stallabrass, Art Incorporated: The Story of Contemporary Art, pp.87-90. 
74 Beckett 
75 Rule and Levine, https://www.canopycanopycanopy.com/contents/international_art_english, 
(accessed 10 April 2017) 
  
  
 
28 
They claim that IAE is a distinct language spoken by a specific community of 
users (the art world) and its distinctiveness made art hard for non-professionals to 
grasp. IAE has a distinctive vocabulary that consistently and repeatedly uses words 
such as ‘space’, ‘cosmic’, ‘supernatural’, and ‘immediate’. It has an emphasis on nouns 
and uses ‘globality’ instead of ‘globe’, or ‘potentiality’ instead of ‘potential’. Many 
ordinary words take on non-specific functions.76  IAE has a specific syntax for example 
the frequency of double adverbial phrases such as ‘order and equilibrium’ or ‘perfection 
and harmony’. It recommends more words rather than fewer words, relying on 
dependent clauses by opening one and following up with as many as possible.77 
Research also provides clues to the genealogy of IAE tracing it back to French post-
structuralism such as the use of suffixes: –ion, -ity, -ality, -ization, ex.’perfection.’ French 
is also responsible for the prepositional and adverbial phrases, long sentences, and the 
use of adjectival verb forms making these IAE’s stylistic signatures.78 Finally IAE is 
authoritative because it requires certain education and know-how to be understood and 
recognized. Thus, it distinguishes its readers.  Alix and Levine further emphasize that 
“what authority values is fundamentally symbolic, interpretable and therefore power to 
deem certain ideas significant is important.”79   
In her book The Perfect Spectator, Leiden University professor Janneke 
Wesseling explains the experience of a particular work of art, Walter de Maria’s A 
Computer Which Will Solve Every Problem in the World. “This sculpture, which occupies 
the entire floor space, comprises 75 stainless steel rods, 1 meter in length, in rows in a 
strictly ordered, diagonal arrangement, with one meter in each row. The geometrical 
composition develops three triangular rods to twelve-sided rods.  The work produced an 
immediate, euphoric sensation of order and equilibrium, of supernatural perfection and 
harmony. On the winter’s day of my visit the museum was covered in a thick white 
blanket of snow. The light that was reflected by the snow altered the light in the museum 
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galleries. The space was permeated with cool radiance and brightness, the sparkling 
silver rods were elements of a structure that resembled a model for cosmic 
architecture.”80  
The description above is a typical of art writing that one can encounter in artistic 
publications such as exhibition catalogues, art magazines, biennial publications, and 
academic writing. It uses words like ‘euphoric’ and ‘permeated’ that most of us don’t use 
in our daily language, to make it eligible for IAE.  The historic reasons could be the 
theories about art that produce meaning, but as Bourdieu explains in his theories, the 
real reason is the fact that this type of language is a social marker. It designates and 
inside and outside group, meaning that whether it is a press release, a critical essay or a 
brochure, it is not written for the mass audience.  It confuses a simple work of art, which 
could simply be interpreted, as geometrical shapes that may or may not be beautiful, 
and makes it easy for audiences to dismiss art. 
3.4 Relevant Audiences 
Audience development and engagement is a popular contemporary topic within the art 
world.  As explained previously, audience involvement up until the post cold war period 
was hampered by the fact that both private and public funds for art were managed by 
professionals, who belong to the art world, or by the ‘dominant class’, who dictated a 
top-to-bottom, generic approach without taking into consideration the needs and 
interests of the wider public. 81  Post cold war saw changes to this approach. However, 
the commodification of art threatens to further expand the gap between the work of art 
and the audience by confusing audiences.  
Traditionally, the elite dominated the cultural production process, which culture 
consumers require implicit or explicit education to understand.82 There is a system of 
unequal participation deeply rooted in society and though the discourse of art that is 
further cemented by globalization and deregulation. The dynamics of unequal 
participation still remain intact, but with the addition of monetary wealth, the gap is ever 
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expanding.  Regardless of aesthetic knowledge or cultural competence, money is more 
than enough to allow active participation as board members of artistic, cultural and 
philanthropic institutions and of course as consumers.   
One of the most important developments of the seventeenth century was the 
realization that seeing requires more than just looking. It also requires learning to 
actively engage with the world around us.  That was the period when science started 
appearing as an individual discipline and started separating from philosophy. While this 
led to the development of the scientific disciplines, this new way of attentive looking at 
things was also embedded in an education system that eventually set apart the 
educated from the uneducated. In her book Museums and the Interpretation of Visual 
Culture, Hooper-Greenhill explains this concept as “visual culture as a field of study” 
saying that it raises theoretical questions about the “social practices of looking and 
seeing, which are related to processes of learning and knowing.”83  
Since the 1990s museums started changing their policies in order to increase 
museum attendance as an attempt to democratize their mission as public institutions.  
One of the ways of reestablishing the relationship between the museum as an institution 
and its public is to blend the boundaries between commerce, culture, corporate 
sponsorship, entertainment and architecture. According to the former Guggenheim 
director Thomas Krens (1946 – present), “the successful museum in the twenty-first 
century needs to have great collections, great architecture, a great special exhibition, a 
great second exhibition, two shopping opportunities, two eating opportunities, a high 
tech interface with the Internet, and economies of scale via global network.”84 These 
efforts seem to be mostly motivated by commercial reasons, but they also democratize 
the museum space and provide access to all types of audiences not only necessarily the 
ones who are interested in art.  
While museums are open to all, their audience is still disproportionately of the 
higher socio-economic group. In the United Kingdom, a North East Museums Hub led by 
Tyne & Wear Museums conducted a survey on museum and gallery audience. 
According to this survey, 53% of people from higher socio-economic groups have visited 
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a museum or gallery in the last 12 months compared to just 29% of those from lover 
socio-economic groups. Furthermore, this same survey reveals that, the increase in 
museum visitor numbers is mainly associated with the increase in the numbers of 
younger population and those who are aged 50 or older belonging to groups who have 
already been visiting museums and galleries in the past. Furthermore, the same survey 
reveals that Black, Asian, and Chinese communities are not interested in mainstream 
arts, but they are involved in the arts related to their own cultural heritage.85 Even 
though audience research statistics confirm an increase in the numbers of museum 
audiences across all segments, these current statistics does not represent the whole 
population.86   Qualitative interviews about museum going revealed that most non-
attendants identify cultural activities as irrelevant and elitist. Moreover, they are also 
intimidated by the buildings that these cultural activities take place in most likely due to 
the conditions discussed in chapter I.87  
Although Bourdieu’s theory and findings are still applicable, they do not address 
why any member of the lower classes should attend a museum at all? Similarly, why do 
so many members of the upper classes not participate? If inequality in cultural 
participation comes from possession of cultural competence and the ability to decode 
the meaning of cultural products, which are acquired through family inheritance and 
education then instead of developing strategies of social inclusion, museums should 
focus on helping audiences to gain new perspectives. 88  These could be simple 
strategies to attract audiences, which will be analyzed in the next chapter. 
3.5 Case Study: Tracy Emin’s “My Bed”  
Emin first completed “My Bed” in 1998 while she was just coming to recognition in 
Britain as a member of the Young British Artists (YBA). “My Bed” was tabloid news 
because it was nominated for a prestigious price but at the same time kept away, 
inaccessible in a private collection. In 2014, “My Bed” was sold in an auction and its 
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current owner returned it back to the Tate organization for public display. Since then, 
“My Bed” has been publicly displayed as part of various exhibitions in Tate Britain in 
London, Tate Liverpool and other museums. While the audience recognized “My Bed” 
as an object only related to the life-style of its owner, the art world consistently 
canonizes it as a unique masterpiece.  
“My Bed” depicts the results of serious of depression: there is a bed – we assume 
that it is Emin’s bed – messy, unmade and with stained sheets, dirty underwear, 
contraceptive and other pills, cigarette butts, empty alcohol bottles, used condoms and 
all sorts of random objects scattered around and above the bed. The art of Emin is 
characterized by its confessional attitude in which she consistently claims that her art is 
directly inspired by her own life story. She publicly exposes the intimate, traumatic and 
biographic details of her life in a detailed and uninhibited way. “My Bed” becomes a 
piece of artwork when she defines it as such. Otherwise, it is an old, filthy, piece of 
furniture and an assortment of personal belongings waiting to be dumped.89 As a result 
of calling it art, her life and her art become indistinguishable but it also created a conflict 
between the qualitative and the quantitative value of “My Bed”. An artwork which is an 
ordinary piece of used furniture that didn’t require manual skill in its making is now worth 
over GB£2,500,000. 
The use of IAE is obvious in art publications and critic’s articles discussing either 
Emin or “My Bed”. Outside art world audiences have only the tabloid press by which to 
understand or contemplate “My Bed”, and they do little but follow Emin’s life as publicly 
displayed by the artist.  When “My Bed” first shot to fame, Saatchi Gallery’s exhibition 
catalogue in 2000 described the work as follows: “Tracy Emin reveals intimate details 
from her life to engage the viewer with her expressions of universal emotions. Her ability 
to integrate her work and personal life enables Emin to establish an intimacy with the 
viewer.  Tracy shows us her bed, in all its embarrassing glory. Empty booze bottles, fag 
butts, stained sheets, worn panties: the bloody aftermath of a nervous breakdown. By 
presenting her bed as art, Tracey Emin shares her most personal space, revealing she’s 
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insecure and imperfect as the rest of the world.”90  In various interviews, Emin described 
“My Bed” as ‘seminal work, a catalyst for change and an extended act away from being’.  
I was also able to visit the exhibition at Tate Britain in 2015. “My Bed” was 
installed in a similar fashion to its first debut in Tate Britain some fifteen years before, 
but this time it was juxtaposed against two large paintings by Francis Bacon (1909 – 
1992) -selected by Emin- alongside a few of Emin’s drawings. According to my own 
experience, Tate Britain’s installation, implored the audience to accept the work as a 
canon of British art along side Bacon.  The curator’s note said “It’s a new moment for 
“My Bed” and a moment to reassess it. It is not just about the media hype, it is about 
looking at the formal qualities of the work and thinking about the work in more historical 
terms alongside other major figures. It’s still an incredibly vital piece but the main 
difference now is that it has become a very significant piece in the trajectory of a now 
very established British artist as part of 700 years of British art. There is this sheer 
vitality combined with a sense of internal turmoil.”91  
Throughout its existence, “My Bed” gained attention in all kinds of media from 
cultural publications through tabloid press.  And a quick scan of these readily available 
sources mostly focus on the personal life of the artist rather than simply talking about 
“My Bed” as a work of art. Professional publications categorize her work as 
confessional, but always remain skeptical about the “ambiguity found in much of Emin’s 
work, oscillating between truth and disclosure on one hand, and performance and 
artifice on the other”.92  However, in my research I was unable to find any information 
with regards to “My Bed’s” formal qualities or why it is deemed historically relevant.  
Miquel Ángel Medina talks about the journey of “My Bed” as an installation to 
various exhibitions in different parts of the world.93 “It was initially part of the installation 
Better to have a straight spine than a broken neck, created by Emin for the Sagacho 
Exhibition Space in 1998.  In this exhibition “My Bed” was placed at an angle in a long 
space with windows on one side. A rope noose was suspended from the ceiling, and 
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juxtaposed with a wooden coffin box beside which were two suitcases bounded with a 
chain. “My Bed” reappeared at Lehman Maupin Gallery in New York, as part of the solo 
exhibition Every Part of Me’s Bleeding, in May and June 1999. Here, the bed was 
approached through and seen between a maze of intersecting installations, with two 
blue neon lights that read, My Cunt is Wet with Fear (1998) and Sobasex (1998) 
respectively. Adjacent to the bed was the two bound suitcases juxtaposed with other 
pieces in the installation Leaving Home (1999). Later during 1999, in Tate Britain, “My 
Bed” was installed without the rope noose and the coffin box, and with the suitcases 
placed close beside the bed, on the opposite side to the objects.”94 Each exhibition 
displays “My Bed” in a different setting, telling a different story produced by a different 
curator.     
Emin’s “My Bed” and her other works are produced in a universal language of 
ordinary speech, by using unorthodox materials, taking on controversial topics and 
turning to mass media in order to appeal to huge audiences. However, due to the factors 
described in this chapter, “My Bed” as a work of art did not succeed in resonating with 
those audiences who are outside of the art world. Multiple re-creations of “My Bed’ in a 
slightly different setting, the question of the authenticity of the initial manifestation of four 
depression filled days, the journey of “My Bed” and Emin from tabloid press to 
canonization within the British art establishment, and finally the conflict between the 
value of “My Bed” as a work of art versus as a commodity confuses the audiences’ 
perception of “my Bed as a work of art. 95 
Fifteen years ago, “My Bed” was about the confessional, non-conformist, 
untraditional, and shocking values supported by the popular persona of the artist.  She 
shot to fame as an attention craving, controversial, confessional artist confusing the 
audience and the media’s distinction between her life and her art.96   The recent display 
of “My Bed” is aiming at canonizing “My Bed” and Emin by the British art establishment 
without any convincing reason connected to the quality of the work and therefore could 
continue to alienate the audience.  
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4. Chapter III: Bourdieu’s Theory of Art Apprehension to Help 
Audiences to Interpret Works of Art 
The previous chapters discussed why and how the gap between the work of art and the 
audience is expanding by using Bourdieu’s thinking in culture as the starting point of this 
research. What is interesting about art is not only about how the ideas are expressed 
through a work of art, but also its perception, which involves a conscious and 
unconscious deciphering by the audience.97  The goal of this final chapter is to identify 
set of strategies that are based on Bourdieu, but also in line with the contemporary 
theories of learning and knowledge in order to help bridge the gap between the work of 
art and the audience by focusing on the audience. 98  
The etymology of art confirmed that art was not about beauty, creativity, or 
aesthetics, but art was about imagination. Ideas came first through imagining; the 
expression through forms and techniques followed as secondary.  However, from 1800s 
onwards, art started being informed and influenced by the ways our society has 
arranged its value systems of knowledge, power, and desire. An expression of 
imagination manifested itself through a unique object judged by the aesthetic standards 
and eventually turned into a commodity judged by the commercial standards.  These 
standards are traditionally set by the dominant class and required the audience to be in 
possession of these codes in order to understand art.99   
Former Rijksmuseum director F.Schmidt-Degener (1881 – 1941) said “if works of 
art are allowed to express their natural eloquence, the majority of people will understand 
them; this will be far more effective than any guidebook, lecture and talk.”100 Bourdieu 
supports this by explaining that in the absence of methodological and systematic efforts 
such as formal art or history education, direct contact with the works can be a substitute 
for those without the necessary tools or background who are interested in art. This type 
of appropriation starts with focusing on the physical characteristics of the work of art and 
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does not require any prior knowledge for interpretation. Bourdieu recognizes the 
individual interpretive process with regards to art apprehension.101  
Interpretive processes examined by the hermeneutics and learning theory 
confirms this understanding by explaining that learning is a circular mental process 
through senses (see, hear, touch, smell, feel) alongside thought and past experience.102 
A work of art could trigger a reflection on experience and knowledge because as an 
object, it represents ideas, memories, and meanings to the observer. Human beings, 
regardless of their background, are naturally inclined to understand things by articulating 
emotions, visualizing relationships, and making the intangible tangible. 103 In this 
framework, the encounter between the work of art and the audience informs not only 
from the social conditions, but also from the personal conditions of the observer and the 
physical character of the work of art.  
Further research in the field of learning explains that the nature of learning follows 
through the following steps: didactic, discovery, and constructivism.104 Building on this 
research, educational theorist George E. Hein’s (1932 – present) brought together four 
different education theories, along two continua in order to describe the contemporary 
theories of knowledge and learning (See Fig. 5). Can these theories be mapped against 
Bourdieu’s thinking on art perception? And most importantly, can these theories be 
utilized to identify perception strategies that could be utilized by everyday audience 
(without the tools) in order to start a dialogue with a work of art?105 Here it is also 
important to understand that interpretive process is highly individual. This means that 
there could be any number of subjective dialogues with a work of art and each dialogue 
is relevant.  
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Figure 5. “George E.Hein, ‘The Challenge of Constructivist Teaching” 
 
The following works of art are selected randomly based on the following criteria:  
First and foremost, both the artists and the works are accepted and recognized by the 
art establishment within the western canon. Secondly, works are either commissioned 
privately or produced by the artist without any burden on the public with regards to 
funding them.  Thirdly, all works are or were at some stage publicly available. And 
finally, this selection recognizes that both artists’ form of expression and the audience’s 
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apprehension are subjective regardless of the cultural codes associated with the 
dominant class.    
4.1 Didactic and Expository Learning 
According to the didactic and expository theory, the knowledge exists outside the learner 
and the learning is incremental. Bourdieu’s framework argues “the history of the 
instruments of perception of a work of art is the essential complement of the history of 
the instruments of production of the work, in as much as the work of art is in a way 
created twice over, by the artist and by the society in which the spectator belongs.”106 
The curator (or the artist) is the source of knowledge and controls the communication 
process but for those audiences without the tools to decipher the code of artwork, the 
starting point could be the meaning that was embedded in materials.   
Bourdieu attaches the historical connection mainly to the relationship maintained 
by the artist between successive periods of artistic styles.107  This underlines the need 
for the audience to be able to know and recognize artistic styles. One way to overcome 
this gap is to look at the possibilities of representation based on universal signs as a 
signifier of meaning.  The perception of a work of art, which takes its references from the 
experience of everyday life of every individual, can reveal different levels of meanings 
according to their respective interpretation regardless of their social and educational 
background. This interpretation could be informed by reasons such as gender, sexuality, 
age and ethnicity.108   
“Remembering” (2009) is a contemporary art installation by the Chinese artist Ai 
Weiwei (1957 – present), which was installed on the front façade of the Haus der Kunst 
in Munich during his retrospective show So Sorry (October 2009 – January 2010).  The 
work consists of nine thousand children’s backpacks, in five different colors, hung to 
spell out the sentence “She lived happily for seven years in this world” in Chinese 
characters.  The backpacks formed a giant 10x100m installation that covered entire 
façade of the building to commemorate the young victims of the 2008 earthquake, which 
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devastated the Sichuan Region of China. During this earthquake, which was widely 
covered in the media, many government buildings, including schools collapsed due to 
the lack of compliance with the building standards, associated with corruption.  As a 
result, many children lost their lives and the Chinese government deliberately covered 
any attempts to investigate, interrogate and also punish those responsible. Ai Weiwei 
published on his web site the names of all nine thousand young victims who lost their 
lives under collapsed schools and created this installation to engage directly with the 
audience. The work also connects to its site, as Haus der Kunst is one of the first 
monuments of Nazi Germany to display Nazi architecture as propaganda.  The artist is 
trying on many different levels for us to think about our daily associations with 
backpacks. What does it mean for our lives, for our childhood? Did we see the news? 
Can we associate them with the young victims whose scattered bags and books were 
covered so extensively in the media? What about the Chinese government and any 
similarities with the Nazi government of Germany?  
 
 
Figure 6. “Remembering” 
 
In the post-modern times we are living in, it is not always possible to approach art 
only through an institutional framework.  Appropriation of art could also be based on its 
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location. Ai Weiwei’s “Remembering” does not require any strict and specific knowledge 
or social status from its audience for it to be understood. Beyond the first layer of 
emotion (for example evoking emotions of nostalgia for childhood through the school 
bag), it communicates with the audience in many different ways and triggers a process 
of exchange in various social, political and civil rights issues.   
4.2 Stimulus - response Learning 
According to the stimulus - response theory, the learner constructs knowledge and 
learning is incremental. According to Bourdieu, the meaning of artworks is dependent on 
the socially acquired mechanisms of comprehension of the audience regardless of the 
background of the audience.109  In this example, the perception of artworks first occurs 
through its distinctive quality, which is distinctive based on our own experiences and 
naturally could be different from one person to another.  This is because we first register 
the sensory characteristics that trigger certain emotions in us.  These sensory 
characteristics could, for example, be the texture of the artworks such as velvety or 
hard, and its colors such as cold or warm, or any characteristics that defines the artwork 
in terms of the primary subject matter.110  Through the first encounter with a work of art, 
certain emotions could be evoked that could start a communication between a work of 
art and the audience. 
The primary level of apprehending an artwork is an important step to reach the 
secondary subject matter, which requires more socially acquired mechanisms of 
comprehension to decipher.111  That is when social status, class and education start 
becoming a factor in deciphering a work of art. Bourdieu’s framework validates this 
primary level of apprehension of a work of art that could be a genuine communication 
between a work and the audience simply through an emotion. 112  Another exception to 
Bourdieu’s theory is that the increased production and distribution of visual arts 
compared to the 1960s when Bourdieu wrote his books has contributed to the wider 
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circulation and diffusion of knowledge. Post-modern art opened up possibilities and 
erased the boundaries between art and popular culture, but commodification of art 
separated the wealthy from the rest. 113  As Bourdieu stated, due to the realistic 
representations, the lack of socially acquired references are no longer required for the 
mass audiences to experience new art movements such as pop-art.114 
 
 
Figure 7. “Dropped Cone” 
 
“Dropped Cone (2001)”, is a work of art by Claes Oldenburg (1929 – present) and 
Coosje van Bruggen (1942 – 2009). Commissioned by Neumarkt Gallery, it is installed 
on the roof of a shopping mall in a busy commercial district of the city of Cologne, 
Germany.  The work is a giant ice cream cone, approximately 12 meters high, made of 
stainless and galvanized steel, fiber-reinforced plastic, and wood.  It looks like it is 
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dropped upside down on top of the building with melting ice cream appearing to drip 
over the windows.  There are multiple secondary layers coded in this work of art; 
consumerism, transience, pop-art, popular culture, advertising, architecture and location 
are all different aspects that could be used to apprehend this work.  As discussed in 
previous chapters, all these secondary layers of meaning could also be barriers that 
contribute to disconnect between a work of art and the audience.  All of them reasonably 
sit alongside the framework of Bourdieu and require a certain level of socio-economic 
background to elicit a response from the audience.115  However, as our senses are 
triggered from the primary physical qualities of a work of art, it can evoke emotions as 
simple as the nostalgia for a childhood with the pleasant memories of the ice cream 
parlor.   
4.3 Learning by Discovery 
According to the discovery theory, the knowledge exists outside the learner and the 
learning process is active that leads to a restructuring of the knowledge. A work of art as 
an object is the result of a long process that stated with the manifestation of ideas and 
imagination by the artist and as Bourdieu explains it may require the audience to be in 
possession of socially acquired tools to decipher them. 116 The recent developments in 
technology enable the artists to use various media and technologies to create works of 
art that could directly engage with any audience by creating new sensory experiences 
for the audience.  
 In this framework, the knowledge is contained for example in the use of 
technology to trigger an active learning process by discovering new sensory 
experiences. The experience of a work of art satisfies the audience emotionally because 
it is internally integrated.  It does not demand a specific, learned intellectual quality. 
Therefore, it has an ability to engage audiences based on personal emotions. 117 
Emotions are not static, they are changing and developing entities unifying many diverse 
factors such as time, place, colors, taste, touch, sound, etc.  The experience of a work of 
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art enables the artist to interact and communicate his or her imagination to the audience 
who in return give meaning to the work of art through incorporating their own 
experience. 118 
 
 
Figure 8. “All the Eternal Love I have for the Pumpkins” 
 
“All the Eternal Love I have for the Pumpkins” (2016), is an art installation by 
Japanese artist Yayoi Kusama (1929 – present), first displayed at Victoria Miro Gallery 
in London, in 2016.  It is made of wood, mirror, plastic, acrylic and LED and is installed 
in a special mirror room with the dimensions of 299.4x415x415 cm.  The work is 
composed of multiple numbers of polished bronze pumpkin sculptures and installed in a 
special room covered with mirror on all surfaces.  Kusama is a highly popular and 
successful contemporary artist. Her most well known subject matter is repetitive patterns 
of multiplying polka dots that appear on almost every work of art she created since early 
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in her artistic career. Yayoyi Kusama responds to hallucinations first experienced in her 
childhood with the obsessive repetition of forms on canvas and other surfaces.  
Repetition of forms might have started as a reaction to forget these hallucinations, 
clearly turned into a tool with which the artist communicates her emotions.  She creates 
a new sensory experience for the audience, which enables the audience to experience a 
similar emotion regardless of their background.  To experience this work of art, the 
audience has to immerse themselves into the work of art to experience the emotions 
associated with infinity, the sublime, and personal obsession.  
Artworks creating new sensory experiences also open new horizons for museums 
and galleries to engage with audiences.  Recent technology changed the museum 
experience by incorporating, sound, smell, and sight in their exhibitions and by 
constantly challenging traditional relationships between work of art and audiences by 
relying on interactivity. 119 Physical dialogue with the work of art goes beyond the visual 
and is able to transport the audience to reflect on the meaning and qualities of a work of 
art. As a result of this dialogue, audiences can freely define aesthetics based on their 
own pleasant or unpleasant sensory experiences.120 
4.4 Constructivist Learning 
According to the constructivist theory, the learner constructs the knowledge personally 
or socially and the learning is an active process leading to restructuring. The 
constructivist framework also transcends into a new concept called the ‘constructivist 
museum’ in which the museum looks for new ways to engage audiences for social 
inclusion purposes, and also enable audiences to gain new perspectives. 121  And in the 
meantime, artists look for new ideas in order to expand possibilities with their creations. 
This kind of art requires prior personal experience and personal knowledge from the 
audience as a point of departure. However, this prior experience and knowledge does 
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not have to be informed by the codes of culture for the audience to have a valuable, 
important, and personal opinion about art.122 
In the greater context of Bourdieu’s studies on the topic of culture, he discusses 
the possibilities of offering audiences different frameworks and references to find out 
how personal experience and background could be used as a point of departure in 
deciphering works of art.123 He explains that “those who did not receive the instruments 
with which imply familiarity with art from their family or from their schooling are 
condemned to a perception of a work of art which takes its categories from the 
experience of everyday life and which results in the basic recognition of the object 
depicted.”124 Though this statement can be perceived as negative, it confirms that the 
perception of art without familiarity through history or education is still possible through 
three dimensions: personal, social, and physical.125 
The personal dimension includes prior experiences, knowledge, motivations, 
interests and expectations regardless of social and educational background. The social 
dimension includes social status and class, but also all social interactions between the 
audience and the work of art, the space, the art world, and its institutions. And finally, 
the physical dimension refers the work of art as an object and the tangible interaction 
between the work of art and the audience.  Constructivist learning also uses these 
dimensions and requires for an interactive experience that is unique for everybody. 
Building on the other theories of knowledge and learning, constructivist theory provides 
a strong opportunity to bridge the gap between the work of art the art world and the 
audience.  
“The Floating Piers”(2016) is an art installation by Christo Javacheff (1935 – 
present) & Jeanne-Claude Denat (1935 – 2009) installed on Iseo Lake in Italy.  The 
installation consists of 220.000 high density, polyethylene cubes, covered with a 
100.000 square meter of a shimmering fabric. Together it forms a 3 km walkway 
extending across the water of the lake, which continues along 2.5 km of pedestrian 
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streets crossing through Sulzano and Peschiera Maraglio.  The installation cost about 
€15 million of which the entirety was sponsored by the artist through the gallery sale of 
his previous works of art, making a point of not using any public or private sponsors.  
The temporary installation was removed after a few weeks and completely recycled.  
The goal of the artist is to create visually breathtaking works of art of joy and beauty and 
without charging any fees to the public who would like to view them.  “The Floating 
Piers” expands possibilities while engaging audiences and the agents and institutions 
involved in creating this work of art.126  
 
 
Figure 9. “The Floating Piers” 
 
The work is demanding on many levels: personal, social, and physical.  First and 
foremost, it required an enormous chemistry of people, contributing to make it; from the 
regional authorities to the residents and then from the engineers to the divers through to 
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the carpenters and tailors who collectively oversaw its production. The artist uses the 
lake as a canvas, re-interpreting the landmarks and landscapes and using the 
opportunity to transverse the lake and its surroundings in a new way.  “The Floating 
Piers” brought many to this not so popular lake region of northern Italy, providing other 
sources of income to the community.  Finally, the work of art demands the audience to 
actually live their own unique experience by walking on it or viewing it from a distance.  It 
is a unique experience based on each audience’s knowledge, motivation, interests and 
expectations, which enable each audience to actively restructure the information. 127  
Whether it’s about connecting point A to point B, environmental issues, connecting with 
nature or a fun day with friends, this work of art is about expanding possibilities and 
active engagements of the audience also leads to a better and a long lasting 
experience. 
Constructivist theory builds on other theories of knowledge and learning and puts 
the viewer as the focal point of the learning process.  It is highly individual and therefore 
when applied to the relationship between a work of art and an audience, it will lead to a 
different outcome, which is subjective from viewer to viewer.128 To demonstrate these 
possible different outcomes, a flow chart could be used. This flow chart is aimed at 
demonstrating first and foremost the active learning process, constructed personally by 
the audience, then the subjective nature of each individual conversation between the 
work of art and the audience. And finally, it aims to demonstrate that the relationship 
between the work of art and the audience could also be free from one’s social status, 
level of education, and financial power.129  
4.5 Flow Chart of Art Perception: Tracy Emin’s “My Bed”  
The following flow chart will use “My Bed” to demonstrate various personal and 
subjective dialogues between “My Bed” and the audience.   This flow chart does not 
reflect results of an actual survey with a target group.  The audiences’ responses in the 
flow chart are fictional and designed to demonstrate that there could be multiple layers 
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and levels of meaning making. It also demonstrates that art perception is a personal 
experience by emphasizing that there are no correct or wrong answers.  The viewing 
(learning) process starts with the same question: do you like “My Bed”. 
 
 
Figure 10. Flow Chart of Art Perception “My Bed” 
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The reaction to this first question can either lead to more questions or simply completes 
the process.  If it leads to more questions, then a dialogue starts between the work of art 
and the audience. This dialogue is deeply personal and can be influenced by many 
factors. For example, for a person with art historical background or who likes the “White 
on White”, an artwork by the artist Kazimir Malevich (1878 – 1935), could think that “My 
Bed” is like a blank canvas and Emin is paying Homage to Malevich’s “White on White”. 
Nevertheless, each individual dialogue will eventually end and therefore the process is 
completed. The viewing (learning) process is integrated in the audience’s personal 
narrative and its impact is more emotional than cognitive. This kind of interaction 
between the work of art and the audience could present ample opportunities to bridge 
the gap between these two, because it requires an active participation by the viewer.  
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5. Conclusion: 
Building on the work of sociologist Pierre Bourdieu, the concept of distinction, which ties 
the ownership of cultural capital to the social class, upbringing and specific education, is 
still relevant today. Distinction exists through four major interrelated barriers: 
sociological, psychological, economical and physical. Cultural elite or the cultivated 
classes have the tools to decipher works of art and set the aesthetic standards in arts 
and culture. Ordinary public without the social status or required education are 
psychologically less likely to challenge the status quo and therefore either accept the 
standards set by the dominant class or else further alienate themselves from engaging 
with culture. Especially museums have been actively re-building their spaces and re-
organizing their collections towards achieving social inclusion. However, psychological 
barriers such as feeling of inferiority against the institution are deeply rooted within the 
audience.130 Audiences believe that they won’t be able to have a valuable opinion 
without the correct codes of classification to understand a work of art and this prevents 
them to engage with art directly.131 
Emergence of art markets resulted in the commodification of art. However, unlike 
other commodities, the pricing of art does not entirely depend on the rules of supply and 
demand.  Nowadays, the production and sale of cultural objects is limited to exclusive 
biennials, art fairs, and auctions that are integrated into the capitalist activity and the 
buying power of an individual is sufficient enough to gain access to the dominant 
class.132 Financial wealth has surpassed the need for social and educational wealth, 
which used to be instrumental in converting financial capital into cultural capital. Perhaps 
more than ever, economic conditions are causing barriers, due to deep income 
disparities among the population.  
The experience of looking at fine art demands a different mental process that is 
also informed by context, dimension, physicality, use of senses such as smell, sound, 
and touch.  Audiences are reluctant to visit museums and galleries as they associate 
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this activity with the cultural elite. Unfortunately, the limited applicability of on-demand 
models in contemporary fine art compared to other artistic production continues to be a 
problem. This is supported by the evidence, or lack of evidence in the recent research 
confirming the increasing number of museum visitors especially during the last ten 
years.  Official reports published by various institutions confirm that the increase is 
mainly driven by the increase in the numbers of the existing museum going population 
who are already classified members of the dominant class.  
Institutionalization, quantitative versus qualitative logic of art, art writing and 
relevant audiences are identified as four major factors to explain why and how there is a 
gap between the work of art and the audience. Etymology of the word art confirms the 
changing meaning of within the realm of imagination through increased 
institutionalization of the term art roughly from 1800s onwards. Institutionalization of art 
resulted in the creation of an exclusive group, which was referred to as the art world. 
Within this confined group, specific ways of thinking, behaviors, rules as well as even a 
specific language developed. Art together with all of its institutions started functioning as 
an exclusive group and membership to this group became a social marker.  
Quantitative versus qualitative logic of art is a side development of the 
institutionalization of art. Although freedom of art from religion and tradition highlighted 
the intrinsic value of art, only the members of the art world influence the socially and 
commercially constituted standards in aesthetics and in prices. The discourse and 
decision making about art is embedded in circuits of commerce so the relationship 
between the intrinsic value of art and art as a commodity is contaminated by the self-
interested individuals’ desire to maximize their own benefits. 
One of the social markers is the emergence of a specific art language, which is 
called International Art English (IAE).  Research proves that IAE has its own distinctive 
vocabulary, own syntax and specific rules such as the use of nouns. IAE is authoritative 
because it requires a certain education and know-how to be understood. In this respect, 
it is not written for the ordinary public despite the fact that the majority of exhibition 
announcements and catalogues were written using IAE.  This kind of exclusive language 
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is much more than a social marker because it also confuses a simple work of art for 
those who are outside of the art world. 
Museums and other institutions are working on democratizing art, but there is still 
a system of unequal participation cemented by commodification of art, globalization, and 
de-regulation.  Especially within the museum world, there are many new policies and 
methods to engage new audiences. However, according to research, these new policies 
to engage new audiences do not always represent how successfully the relevant 
audiences have been engaged. The blending boundaries between commerce, culture, 
corporate sponsorship, entertainment and architecture could also be a confusing factor 
for the audiences wanting to simply engage with a work of art.  
Since the 1990s onwards there have been significant changes in the 
democratization of art in order to gain and engage new audiences. This is largely 
triggered by and in parallel with the social and political changes caused by globalization. 
Movements such as feminism, LGTB rights and other civil rights as well as popular 
trends such as technology, fashion, and social media have opened up new cultures and 
markets. Globalization has homogenized certain aspects of culture and at the same time 
also accelerated opposite reactions against homogenization.133 Instead of recognizing 
and respecting plurality and multiplicity, the disparities among different segments of the 
population have grown rapidly. This applies to the apprehension of works of art.  For 
many, they are alienating because they are too expensive, too abstract, or too ordinary.  
The last chapter focused on bridging the gap between the work of art and the 
audience. Within the framework of Bourdieu’s thinking in understanding of art, four 
strategies of learning could be utilized. These strategies are called didactic-expository, 
stimulus-response, discovery, and constructivism. In the didactic-expository model, the 
learning occurs incrementally through information that already exists outside whereas in 
the stimulus-response model the learner constructs the knowledge socially or 
personally.  Building up from these two models, the discovery model calls for an active 
learning process of knowledge that exists outside the learner. Finally, the constructivist 
model is a comprehensive approach and provides the learner with freedom that 
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stimulates unbiased and free approach.  In this model, the learning is active and the 
learner constructs the knowledge socially or personally. 
These strategies could be applicable to any works of art, but the constructivist 
model provides freedom from any barriers or factors and puts the viewer in the center of 
the learning process by making own subjective and individual judgment about a work of 
art.134  The applicability and the outcome of this process were demonstrated on Emin’s 
“My Bed” by using a simple flow chart. Although barriers are deeply embedded in our 
societies, one reality that didn’t change is the fact that art is about imagination.  Today, 
art could be anything. There is a big chance that there is a work of art that is relevant to 
somebody.  And it is possible to have a dialogue with a work of art and to have an 
opinion about it free from the rigors of the art world.  
Bourdieu’s concept of distinction is still relevant today because he was talking 
about the ways that taste operates for all classes within their everyday life practices and 
within their own social environment. Stallabrass’ research sheds further light to the 
present day and explains that the cultural capital started to become subordinate to the 
economic capital.135 Nevertheless, holders of cultural capital still seek for high status 
exclusiveness and people outside of this exclusive group continue to develop 
oppositional attitudes towards culture. One way to break this cycle is to encourage the 
viewer to have a personal relationship with a work of art instead of imposing the ideas of 
others. Putting people in direct contact with a work of art will make the viewing 
experience meaningful and long lasting. 
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